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INTROrrJCTION 
Stravinsky's use of tone ro~Js may best be understood 
by examining in detail his treatment of one basic twelve-
tone series. In its most simple form, and in ~travinsky 1 s 
music its most common torm, the series appears in one voice 
as a melody whether it be. alone, or in combination with other 
forms of the series in other voi~es as part of a contrapuntal 
fabric. This melodic approach to the study of tone rows is 
recommended not only because it is the most common, and is 
easiest to follow, but also because the whole twelve-tone 
system began as a revitalized melodic approach to music which 
had become preoccupied with dense harmonic structure~ : .Of 
equal importance to the melodic aspect of the row, at least 
to Schoenberg, was its capability or being distributed among 
several voices simultaneously as a chord, or a series of chords. 
Stravinsky has avoided this latter device excepting for 
cadences or for brief introductory sonorities. In that state-
ment lies the key to Stravinsky's selective absorption or some 
twelve-note techniques and his equally selective avoidance of 
others. It would appear that he is more interested in the serial 
aspect of the tone row than in its coincidental panchromaticism. 
Both items were important to Schoenberg. Stravinsky avoids 
i-1 
,many ot the traditional twelve-tone techniques, and stresses 
serial organization ot items such as the reciprocal relation-
ship between introduction and cadence. Thus not .only are the 
notes subJected to the strict ordering or the serialization 
principle, but also the tone colors, acoustical weights and 
sonorities, dynamics, articulation, and above all, temporal 
aspects, such as rhythms, tempos, durations, meters, etc. 
This internal reciprocity is evident in the repeated serial 
modules within each row, in the overwhelming preponderance ot 
rows appearing simultaneously with their inversions (mirror 
canons ) , and in the managing ot the smallest details ot dodeca-
phonic writing. It is evident also in the careful balancing 
ot scoring trom one movement to another as well as within a 
single movement. It is even evident in movements which are not 
twelve-tone derived, such as the outside movements ot Canticum 
Sacrum which are tonally conceived, but are exact retrogrades 
ot each other. In later twelve-tone writing, Threni, there is 
even a serial pattern to the transpositions or the various 
torms or the row in a certain section ot the middle movement. 
In spite ot this seeming complexity, Stravinsky's twelve-tone 
writing in the scores used tor this study was remarkable for 
its straightforward simplicity. This is especially true in 
view ot the many devious and intricate devices employed by 
other composers tor disguising and altering their basic series. 
~ii 
Stravinsky appears to be unique because he was often content 
to allow the melodic aspect or the tone row to operate as the 
principal musical element. There are many places, in fact, 
where he seems to feature it to the exclusion of all other 
elements. 
Side by side with these •new serial techniques• stand 
the same composing traits associated with Stravinsky ever 
since the first decade or this century. One or these traits 
is his use or ostinato figures; another is fondness for scoring 
for unmixed chamber combinations. The musical examples which 
follow will illustrate the items mentioned above, showing 
how Stravinsky has adopted some of Schoenberg's techniques, 
and avoided others. It would be more exact to say that these 
have been absorbed into his musical vocabulary. 
Since the publication of the first twelve-tone work in 
1923 many words have been written to explain it, ridicule it, 
detend it, and praise it. or necessity the new system required 
a new vocabulary. Much ot this vocabulary has been incorporated 
into the technical musical language. Nevertheless, it might 
be advantageous to enumerate some of the fundamental concepts 
ot the system, together with the words and phrases whiQh 
represent them. 
The basic idea behind the whole twelve-tone system as 
it was discovered and developed by Schoenberg and others is 
tv 
the establishment or a fixed order to all twelve notes of the 
chromatic scale. These notes would normally succeed each 
other always in the same order throughou~ the composition. 
This raw material was called the BASIC SHAPE by Schoenberg. 
It is also called BASIC SET and BASIC SERIES. Regardless of 
the name attached to it, it functions as the fundamental 
serial patt~rn from which all the melodic motives are derived. 
In order to provide variety, Schoenberg urged that the notes 
appear in any register in any instrument. He urged also that 
the basic shape be used in RETROGRADE, in INVERSION, and in 
a combination of the two, RETROGRADE-INVERSION, in addition 
to the ORIGINAL FORM, Also to provide variety, any ot these 
torms could be transposed to begin on any degree of the chro-
matic scale. However once begun, it is continued to the end 
without altering either form or transposition. This basic 
series has come to be called a TONE ROW, whether it is in its 
•raw material• state, or woven into a musical fabric. SERIAL 
MUSIC has come to mean music in which not only the order ot 
the notes is prescribed, but the order ot other musical 
elements as well. Stravinsky demonstrated how this was pos-
sible in his •serial' music in the early 1950's. In such 
scores as Cantata (1952) and Septet (1953) he ordered his 
old method or composing into a serial pattern which did not 
depend tor its organization upon a twelve-note series. 
T 
Therefore, the term TWELVE-NOTE or TWELVE-TONE MUSIC would 
appear as a special kind or SERIAL MUSIC. Scores which are 
derived from a twelve-note row are sai~ to be DODECAPHONIC, 
coming trom the Latin. The above differentiation between 
serial music in general, and twelve-note music in particular 
should make clear why this study concentrates solely on three 
scores wh19h are derived, either totally or in part from one 
or more twelve-note serial pattern. It is these scores which 
contain tone rows, while the earlier serial scores do not. 
The question or TONALITY is a little more nebulous. 
Music written in the traditional tonic-dominant system utilizing 
harmonic progressions which circumscribe the KEY NOTE is said 
to be TONAL music because it has a TONIC note. All notes or 
the scale are heard in relation to this tonic note. Even the 
names or the notes describe their relation to the tonic. 
Simply add the Greek prefix 'dia' to this •tonic' to obtain 
DIATONIC which means thoroughly organized around the tonic. 
This word, diatonic, is used to describe the scale or the 
tonal, major-minor system, or to describe music written in 
that system. PANDIATONIC is a word coined by Nicolas Slonimakyl 
to describe music which, while still oriented to a tonal 
1 Slonimsky, Nicholas Music Since 1900, N.Y., Coleman Toss 
Co, Inc., 1949. 
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center, made free use or all the notes in the diatonic scale; 
music which was everywhere-diatonic. At first these notes 
were simply added to the chords to make an interesting color. 
Later some composers organized this pandiatonic harmony so 
it would imply the simultaneous existence or two or more tonal 
centers. These extra notes were always part or, and neatly 
fitted into some prescribed diatonic scale, if not always the 
same o~ This accounts for the word POLY DIATONIC which 
indicates the simultaneous prevalence of two or more degrees 
of the diatonic scale. -while pandiatonic implies the simul-
taneous sounding or most or the notes in the diatonic scale, 
polydiatonic implies that the harmonies are using more than 
one of these notes around which to organize. Essential to 
this diatonicism is the avoidance or chromatic alteration. 
The introduction or CHROMATIC half-steps where they 
do not normally occur in the diatonic scale destroys the 
autocracy or the tonic note. As more and more importance 
was assigned to these chromatic notes clearly outside the 
tonic-dominant orbit, the music became less and less tonal 
until ATONALITY resulted; which is music not organized around 
a tonal center. As might be imagined, considerable musical 
anarchy resulted from this atonality until Schoenberg offered 
an alternate method or organization. He called this alternative, 
1 Method or Composing with Twelve Tones Related Only to Each 
viii 
Other. 1 The main point is that these twelve notes were not 
related to one in particular. Schoenberg insisted that none 
on the notes be made more important than any other. Naturally, 
the music which resulted contained all of the notes of the 
chromatic scale with equP.l importance, and in close juxta-
position. This music is called PANCHROMATIC because it con-
tains the entire chromatic scale simultaneously throughout 
its entire ~exture. Apparently this panchromaticism did not 
permit sufficient definition of musical ideas for Stravinsky, 
since he has not adopted it. On the contrary, he refutes it 
at every opportunity. 
Throughout this study certain abbreviations are used to 
indicate the form and transposition used in each musical 
example. Original rows are referred to as 0; inversions as 
I; retrogrades as R; and retrograde-inversions as RI. The 
numbers following these letters indicate the number or 
semitones down the row has been transposed. Each note ot 
each row is numbered; 0 and I from(]) to@ and R and RI 
from @to 0) The transposition of the RI is figured on the 
basis or the displacement of note number(!) 
viii 
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Example Page Score Measure 
Number Number Numbers 
1. 1 Canticum Sacrum 47-49 
2. 1 Canticum Sacrum 94-99 
3· 2. Canticum Sacrum 120-12.3 
4a. 2 Canticum Sacrum 219-226 
4b. 2 Canticum Sacrum 240-243 
s. 2 Canticum Sacrum 287-290 
6. 3 Agon .520-.52.5 
7. 3 Agon 198-2<E 
8. 3 Agon 226-229 
9. 4 Agon 336-343 
10. s Threni 6-14 
11. s Threni 43-46 
12. s Threni 66 
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Example Page Score Measure 
Number Number Numbers 
lJ. 6 Thren1 Jl9-J20 
14. 6 Thren1 161 
15. 7 Ganticuin Sacrum 142-147 
16. 8 Agon 208-211 
17. 9 Thren1 J44,J48, 
JSJ 
18. 9 Thren1 6,8-10, 
·12-15 
19. 9 Thren1 7-10, 
lJ-14, 
17-18 
20. 11 Thren1 J_.58,J67' 
J76 
21. 11 Thren1 JS9,J68, 
377 
22. 12 Thren1 344,348, 
JSJ 
2J. 12 Thren1 l7J,175, 
177 
24. 12 Thren1 179,181, 
183 
25. 13 Canticum Sacrum 46 
26. 14 Agon J08 
27. 14 Serial Pattern 
28. 15 Serial Pattern 
29. 15 Agon Jll 
Example P~ge ~core }lea sure 
Number Number Numbers 
30. 16 Serial Pattern 
31. 16 Agon 4.58-4.59 
32. 18 Thren1 33-3.5 
33· 18 Thren1 323-324 
34. 19 Agon 3.58-360 
3.5. 19 Can ti cum Sacrum 112-11.5 
36a. 20 Threni 19-22 
36b. 20 Threni 385-387 
37- 21 Agon 379-386 
38. 22 Threni 391-393 
39· 23 Canticum Sacrum 48-SO 
40. 24 Serial Motif 
41. 2.5 In Memoriam 1-S 
42. 26 In Memoriam Song 1-3 
43. 27 In Memoriam Song 3-4 
44. 29 Canticum Sacrum 214-217 
45. 29 Cant i cum Sacrum 237-234 
46. 30 Canticum Sacrum 295-303 
47. 30 Agon 283-284 
48. 31 Agon 285-287 
49. 31 Threni 384 
so. 32 Threni 193 
51. 33 Thren1 3.60-)63 
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Example Page Score Measure 
Number Number Numbers 
52. 33 Canticum Sacrum 148-153 
SJ. 34 Threni 405-410 
54. JS Threni 62-6.5 
ss. 36 ~gon 414-417 
56. 37 Serial Pattern 
57. 37 Agon 455-457 
sa. 39 Agon 423-424 
59. 42 Thren1 345-347 
6o. 43 Agon 325-326 
61. 43 Serial Pattern 
62. 44 Agon 463-470 
6J. 45 Serial Pattern 
64. 45 Serial Pattern 
6Sa. 45 Serial Pattern 
6Sb. 45 Serial Pattern 
66. 48 Threni 310-312 
67. 49 Agon 504-.506 
68. Sl Canticum Sacrum 86-93 
69. 52 Canticum sacrum 206-213 
70. 53 Agon 287-289 
71. 54 Threni 73-75 
72. 54 Threni 219-221 
73. ss Thren1 178-180 
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Example Page Score Measure 
Number Number Numbers 
74. 56 Threni J60-J6J 
75. 57 Threni J69 
76. 59 Threni J70-J74 
77. 59 Threni 205-207 
78. 59 Threni 218-221 
79. 60 Threni 246-248 
80. 61 Threni 255-259 
81. 62 Serial Patterns 
82. 65 Serial Pattern 
8J. 65 Canticum Sacrum 49-50 
84. 66 - Canticum Sacrum 55 
85. .67 Serial Patterns 
86. 68 Serial Patterns 
87. 69 Serial Patterns 
88. 69 Serial Patterns 
89. 70 Serial Patterns 
90. 70 Serial Patterns 
91. 71 Serial Patterns 
92. 72 Serial Patterns 
9:3. 72 Serial Patterns 
94. 77 Serial Patterns 
95. 77 Serial Patterns 
96. . 80 Canticum Sacrum 79-81 
x111 
Example Page Score Measure 
Number Number Numbers 
97. 81 Cant1cum Sacrum 79-81 
98a. 82 Cant1cum Sacrum 254-257 
98b. 83 Cant1cum Sacrum 258-261 
99. 84 Agon 185-189 
100. 85 Agon 226-231 
101. 87 Serial Pattern 
102a.· 87 Thren1 194-196 
102b. 88 Thren1 19 7-198 
103. 89 Cant1curn Sacrum JOJ-305 
104. 91 Cant1cum Sacrum S0-52 
105. 91- Cant1cum Sacrum 58-61 
l06a. 92 Canticum Sacrum 204-209 
106b. 92 Cant1cum Sacrum 214-218 
107. 92 Cant1cum Sacrum 265-272 
108. 93 Agon 193-197 
109. 94 Agon 94 
110. 96 Thren1 1-8 
STRAVINSKY • S USE OF TONE ROVlS 
I SINGLE TWELVE-NOTE PATTERNS 
A. IN ONE VOICE 
In the tour scores used tor this study, there are 
hundreds of examples of rows in one voice, showing no de-
partures from the standard, •classical• technique of 
twelve-tone writing, The first twelve-tone serial pattern 
appeared in the second movement of Canticum Sacrum (1955) 
The th1rd movement ot the same work opens with the organ 
playing the following series in triple octaves. 
0 
T- jCM),_ 
A little later in the same movement the chorus sopranos 
enter with the same basic series in almost the same 
rhythm. 
0 
\ 
-2-
' 
>l! ,.. . ()) iJ •' \ kJ [ . l .p I c : ~ 
\._~)-- -- ·-9·· '$) ·-~· - ~J) t) (_f)- - I S). 
'-· 
8· 
Two trumpet passages from the same movement based upon 
the same· series may be seen in the next example. 
In the next movement the baritone solo aings a melody 
based upon the same serial pattern. 
I _. 3; i7" hfJ 
. -n ,/" - ~-"' --- ) k ;w·r- 11-,../ _ [9. * t [:§':jj :~ u t ! ~ i \ ( I I fl~ ( i 
I Rt ~ @> ·- -w- ®~ @-·\§r- \$>. (J) ~-- c.D 
The ballet Agon has many examples showing how Stravinsky 
treats one row in one voice, In the movement entitled 
•Four Duos• the cellos pluck the following melody, if 
this rhythmless series of notes may be called a melody. 
The first section or the ballet to use a twelve-note basic 
shape is the coda of the 'First Pas-de-Trois'. In it the 
second flute plays an inversion of the basic series. 
In the same movement the mandolin plays another melody 
fashioned also from the inversion • 
.,.~ I -, ~ j ,® 
r 
5:J i i" j f ·~ ! i ~ .) I . 
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Later, in the •Bransle Double' the violins play music 
derived from another tone row. They play the original 
transposed down two semitones. 
O• 
·:t: 
J • ' 
.(, ' ,.,-;... i1+- ~-
~ . (f)(i)- J' - 7 - i 
' 
~ 
I ~ j ? r- ... : • 
The original untransposed series is introduced in measure 
six of Threni by the soprano soloist while in the same 
measure the alto soloist begins the inversion thus establish-
ing a pattern visable throughout the score: rows appearing 
simultaneously with their inversions. 
BOSTC:: V i';~:lS!TY 
FINE AND,.,, ~·'-Li . ,;: ;_; LIBRARY 
-s-
'("' ::: 
-:::W'~ 2-C$- ;!.- 3 -~- l --·-{g) -2 - 3 3 ~v- (§) '2 (£>-- 3 (J) 3 E( <i>- •' (2) .-
~ i- ~ f f 'f tf 
' 
' 
. 
._ ... ~0.-}t:::;¥:-{t~ + ?!· 
"' 
~'- b '.. 
..!> .. '? 
.;' ' 
'' 
~ - " rr- _-@)- ".I -., (J> 3 ~Q!)
11 !Of -~ t lf 't 
""'\ ~:r-& _,_ t:/~ 
Several times in the first movement the flugelhorn plays 
the retrograde. 
In the same movement a tenor soloist sings another 
retrograde. 
r-3-r 
I 
J 
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In the second movement, •Elegia Tertia' the- bass solo 
sings a more pointillistic version of I-II. 
At the beginning of the second movement the bass solo 
sings an interesting melody derived from the retrograde-
inversion transposed down six semitones (a tritone). 
~: 
As can be seen from the foregoing examples some of these 
melodies are more interesting than others. There are 
even some which do little if anything to lift themselves 
out or the basic-shape status, such as example l§l whose 
notes appear in the pizzicato strings with nothing else 
going on in the remainder of the orchestra. Most of the 
other examples, however, have been lifted out of their 
contexts in order that ~r1e might examine the details of 
-:7-
row manipulation before proceeding to combinations round 
1n the music itself. 
B. IN TWO VOICES 
The instances of one basic series being shared by 
only two voices are rare especially in relation to the 
large number of one-voice and multi-voice rows. There 
are a few examples available in the scores used for this 
study. Canticum Sacrum contains only onel It occurs in 
that section of the third movement subtitled, 1Spes 1 , 
scored for english horn and oboe. This illustration shows 
also the original series upon which it is based. 
..... , 
__ , 
~ lh"" ,..-.... 
I 3 F dl!!l . 10 ··cv (.:§; ---- - (j) . (j) 
I ~ ~J~(~ ~\-· ~~ •, t 1 _,.-- -~ \. ®- · .. (,'I 
.... "---' 
.... 
"*""...._-f:f- \1:11'......_. .. ""'_....~ ~ 
While such treatment is still not common in the ballet Agon, 
there are some occurrences, all of them in the Coda to the 
-8-
First Pas-de-Trois. This example is scored ror flute and 
piano, and represents only a portion or the total musical 
material being used at the moment. 
v, •• ::. I 1'2. l'-., t;..;.. 
. 
'1 b [R ~ (f)": "~ '"' ___ > -- ClJ ""--B @' ;~-\0--:=-0---'~ ~- lj)---. .1.. 
. ~ ~ ' :) 
. 
~ 
This is followed immediately by two more rows which are 
shared by two voices each. One begins with the last note 
of the previous example, the low •c~ and jumps from piano 
to trombone and back again. Another begins nine measures 
later in the flute and switches to mandolin. In Threni 
we find a few more tone rows being shared by two voices, 
one of them occurs at the end of the second movement 
while the two others are round at the beginning of the 
work, the 1 Inc1pit•. The one in the middle of the work 
appears in the chorus soprano and alto voices as they 
sing the three appearances of the Hebrew letter, §!B. 
-9-
ii 
The other two appear close together at the beginning or the 
work. In measure 6 the first oboe begins a retrograde 
which is finally finished by the first clarinet. 
One measure later (measure 7) another retrograde, this one 
transposed down three semi-tones, is begun in the second 
oboe and finished by the english horn. 
~~ ) ,~c E:j ~ 9: . d I 'l j hid ·tr$ G 7 t I" t ¥% I' ' P ~ · trp i ~-&; r1' Ia c ; ? I = ~ 
ol.r 1 R·3 ®-0 1:1... -•• - •• - ., 101..-•• -®----""\..0-- --::0- r - l?)- 1 
~ .------~ G· . ~:!£.-, [& r. y r pIs '~d · dlf fJ ddd*'F wJ ijJ I tqt~: ~·pia tf u k\ 
. . . - "? -- --··· ~- (§) (;:, - ~- (:£) - - - - (9--{~}\D 
·All three examples above show the rows to be interrupted. 
That is, they are not continuous as were the examples of 
one complete row in one voice • 
. C. IN MORE THAN TWO VOICES 
a. Vertical rows 
As a serial pattern moves from one voice to another 
interesting things begin to happen. First of all the 
voices involved in unfolding the single serial pattern are 
bound together by virtue or their complimentary chromaticism. 
That is, together they present a p~nchromatic texture, at 
least for the duration of that one twelve-note series. 
Therefore, we might expect musical forces which combine 
to present one basic series to be more interdependent than 
those to which separate and independent tone rows are 
assigned. Migration of a row causes it to become less of a 
melody and more of a chord. As this happens, the row 
approaches the simultaneous sounding of all twelve of its 
members, which we call a vertical row. If six notes are 
sounded at one time, we still call it a vertical row. In 
fact the term shall be used to describe a row if as few as 
three notes are sounded together. Usually in these scores 
by Stravinsky once a row has begun vertically, it is 
~11-
finished in the same way. The Hebrew letter in Threni 
illustrate this trend clearly even though they are not 
heard together. The following example shows the ·chorus 
parts in measure 358, J67, and J76 as they unfold an in-
terrupted, inverted row. The original series upon which 
it is based is also shown. 
'/ 
(2_ CD ® @ \f) \§) \.0 ,_:;J(b ~) (!0 (~;) @) 
r,:1 ~I ~- ' ... ~ . -·--· (·~ ...._ 
-
\ 
,_ 
lf I T~au l lf Th~~ !I 
~-- '--' II 1 lha'< 
Z.\J)~. I (~:9( !;J)-e--:---61- It 
-f:)- (C.),.._ .-- 'I I, 1! 
" 
. . 
. . . 
'. •. " ' 
. 
' 
" 
~- .._ ~ C0 I I 
----· 
Following each appearance of the letter, string chords are 
heard which exhibit the same characteristics. 
·~-' fR1 ,--· .----·~ . . .•.. 7 2/l 
' - ·' 
" 
11&11 \.!J lle>71 ~ 1'-f ~~w: 
(Qs 1 \ '\ rh I 
·-
I 
. . 
. . 
" 
!:... liOlf II I \SVI 
., 
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Each appearance of the letter ~ illustrated above 
(example\!]) is accompanied by chords in the strings. 
-
I lf I il (!) lj -, (1 ji I I• t \ " I L I ,, 
" 
( Lf'J ... II ~ 'I ., !· 
l1~ (j) -~~=5:1~== 1>~ \-er I 
Less regular are the Hebrew letters which appear in the 
first part of the third movement, subtitled 1Querimonia 1 • 
Two of these letters, ~ and Vau are shown as typical of 
vertical tone rows in this section. 
,,.., f\ 173 
2 I 
li. 
I 
-1:3-
Probably the most regular or all vertical twelve-note 
sonorities is the first one to appear in any Stravinsky 
score. It is the first chord in the second movement 
•Surge Aquillo' of Canticurn Sacrum. It is scored tor harp 
and three solo string basses playing harmonics. 
I .--~ i"""" I r ~~ 
' 
I 
'i 
-
IJ_ 
/ 
.;1 
" 
:~ b ,, 
<~ 
:I 
:I 
I 
~ 
~ 
...... 
This sonority, although not with exactly the same notes in 
the same order, is used as a structural device throughout 
this movement occurring a total of five times. Once the 
movement is over, however, there are no more vertical rows 
in the entire work. Vert1cal1zation or a basic series has 
~14-
the effect of halting the :for...,Tard motion of the music. 
So it would seem, at least, to Stravinsky since most 
of his vertical rows are used for cadences or for obvious 
punctuation marks within a larger :framework. Examples ot 
this type may be seen in the homophonically sung Hebrew 
letters in Threni illustrated in examples[~~~ through ~41 
above. These have the effect of interrupting the contra-
puntally conceived Latin text in the same manner as an 
illuminated capital might interrupt a Medieval manuscript. 
These large, elaborately hewn capitals stand out in relief, 
and may be examined~ tableau as it were, in the course of 
their three appearances as though from three different angles. 
The vertical rows in Agon may also be seen t_o punctuate 
the formal structure or serve as a cadence. The only verti-
cal row derived from a twelve-note series is the cadence 
to the :first dodecaphonic Coda. All others are based on 
a motif of six notes or less; such as this final chord of 
the 1Bransle Simple•. The dance is based on the series 
shown in example\;?:. 
r--:-
, , , 
,._,,~~co 
(j 
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The next dance 1Bransle Gay• is based upon another pattern, 
related in a way that will be taken up later. This six-
note series 
($ •" [iJ_) I k ... 
~ 
is presented in two three-note chords as an integral part 
of the structure, much the same as in the •surge Aquilo• 
above (example ~~). The measure quoted below in example f22l 
is heard in flutes and bassoon six times at the beginning 
and three times at the end or this short (25 measures) solo 
dance. 
} • , 0) _,_ .,'-. i l i') -~ a? r -.·· .._~ .· ·,· ·. .j.. ··-···· "', .. r- -+-/ 
The next section or the Ballet is based on a serial motif 
ot only four notes. 
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~he first section of this duet is brought to a close by 
twelve chords derived from various forms and transposi-
tiona of the above module. The most interesting of these 
occur in measure 459. They are shown here together with 
two which precede them. ivhile the technique visa.ble in 
this illustration is not typical, it may be seen as another 
means Stravinsky uses to vary the meager material used in 
this section of the ballet; a four-note series played by 
strings alone. 
• i\ J "" I J Z. ~ 1-t""' 
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This example ljif is a piano reduction of the string parts 
in measures 458 and 459. At first glance it might appear 
that the only complete vertical rows are in the first 
measure since they are the only four-note chords. Upon 
careful examination, however, we see that the three-note 
chords in the second measure each complete the four-note 
pattern started by one note of the previous chord. Thus 
the 0-3 using D-sharp, E-sharp, and F-sharp is actually 
begun by the D in the previous measure. (Example l3~a) 
In like manner the RI-10 is begun by the E-sharp of the 
previous chord (Example\.Eb), and the 0-9 is begun by the 
G-sharp in the RI-10 (Example ~c). 
B. Migrating rows 
Up to now the examples have shown a single twelve-note 
pattern presented horizontally as a melody, vertically as 
a chord, and vertically as a series of chords. There are, 
however, many rows which are distributed freely among several 
voices and over several measures. These we call migrating 
rows. Sometimes they return to the orginating voice, some-
times not. These rows may be seen to be somethins of a com-
bination of horizontal and vertical. They account for some 
of the most interesting twelve-tone music to be found. 
I~ this first example, some notes are sounded in pairs, 
j" 
\ ' 
Another illustration, also from Threni, shows the row 
beginning in the middle, and being presented first by 
two clarinets, then by two oboes. 
il 
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The ballet Agon yields this illustration of a row which 
begins melodically in piano, shifts to a chord in the 
clarinets, and finishes with three sharp notes irt unison 
strings. 
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The majority of •migrating• rows exhibit the characteristics 
seen in example \32\ above; such as Canticum Sacrum, measure 112. 
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The,following two examples are taken from Threni. The first 
begins with measure 19, the second with measure 385. The 
similarity of row handling helps to bind the work together. 
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The next illustration is probably the only example ot 
its kind. It is ~own here not as typical but merely to 
illustrate one more interesting way in which Stravinsky 
treats one twelve-note series. This example is a piano 
reduction ot the complete score which would require nine 
staves to quote. This passage occurs at the end of the 
1Bransle Double• which combines the six-note pattern of the 
•Bransle Simple• and the six-note pattern ot the •Bransle 
Gay• into one twelve-note series. The inversion of one 
pattern beginning in the upper voice while the retrograde-
inversion of the other begins in the lower voice. The two 
rows are welded together by the low G pizzicato at the end; 
that one note finishes both rows. 
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Piano, french horn, and clarinets alternate to present the 
row in the next example. It is an o-6 taken from Threni. 
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One final example of Stravinsky's treatment of one single 
t"irelvc-note pattern is chosen from the opening of the first 
published dodecaphonic score, Canticum Sacrum. This tone 
row, retrograde-inversion is begun by english horn, continued 
by flute, and is completed by harp. It is the accompaniment 
to the tenor solo illustrated in example W· 
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In the thirty-nine examples presented so far it has been shown 
how Stravinsky handles one single twelve-note serial pattern. 
There were a few instances of the basic serial module con-
sisting of six, five, or rour notes, but these were fragments 
of a large complete panchromatic series. All of the above 
examples have been taken from three scores, viz; Canticum 
Sacrum, Agon and Threni. Before any of these scores were 
published Stravinsky wrote some music vlhich treated diatonic 
and modal melodies using the serial techniques of Schoenberg, 
Berg, and 't'lebern. These were Cantata ( 19 52), Septet ( 1953), 
Three Songs f!2E Shakespeare (1953), and later Greeting 
Prelude (1955). In these scores there are some movements 
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and sections which adhere very strictly to the serial practices 
of '\llebern, excepting of course, the basic shape is diatonic or 
modal instead of being chromatic. Side by side vii th these 
movements there are sections which are simply in a poly-modal 
style always associated with Stravinsky. These scores 
represent a systematic moving toward, and finally adoption of 
the complete chromaticism of Schoenberg. One of the most im-
portant steps in this direction vias the short song for tenor 
and strings, In Memoriam Dylan Thomas (1954). The song was 
written for the memory of the poet, and used as a text 1Do 
not go gentle into that good night• written in memory of the 
poet•s father. The song and its accompaniment adhere 
strictly to a five-note serial pattern. 
[~ .. i• 
When Stravinsky discovered that four trombones would be 
present at the first performance, he added a purely instru-
mental prelude and postlude in the form of dirge canons for 
the strings to play antiphonally with a trombone quartet. Both 
movements are based on the same serial motif. This score is 
important because its serial module is chromatic rather than 
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diatonic, and. because Stravinsky's treatment of it adheres 
strictly to only one technique of row manipulation, that of 
exposing each row in one voice, with no vertical sur::maries 
of the ror,1, no row sharing between two voices, no apparent 
system to the transpositions of the serial module, no in-
teresting orchestrational effects, even the eight solo 
instruments emP,loyed do not exploit their most colorful 
registers. There is no pointillism which was so important 
to the Viennese school, almost no octave substitution of 
notes. There is simply the end to end joining of the short 
serial module. The opening measures show the treatment of 
this five-note series in the dirge canons which surround 
the song. 
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The instrumental introduction to the song itself is heard 
over and over again throughout the short song as a ritornelo. 
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There is evidence here of octave substitution: the last 
note in both violin parts as well as in the cello. GenerallY 
speaking we are not including this score among those used tor 
this study because it does not evince any technique of row 
formption or manipulation not found in other scores. It is 
interesting, hO\'Tever, because both it and Canticum Sacrum 
were written after about two-fifths of Agon had been completed. 
Another reason for looking at this score is to note the 
similarity its serial module bears to one of these used in 
Agon. (Example \JO~. 
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It almost appears as though Stravinsky, after finishing the 
song and dirge canons had recognized more possibilities in 
that simple series of notes, and had proceeded to us·e them 
for the principal material for the 'Pas-de-Deux.• There are 
two departures from the rigid regularity of the serial structure 
in the song--one slight, one drastic. They both occur in the 
third measure. 
As can be seen from this illustration, the row in the 
accompaniment is begun with a sincle note on the cello, and 
is finished by the violin. But even more radical than that 
is the use of two overlapping rows in the solo voice. This 
is the only such example in all or Stravinsky's serial writing 
up to and including Threni. 
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~II COMBINED T\'lELVE-NOTE PATTERNS 
,A. Common Contrapuntal Combinations 
To survey Stravinsky's most common combinations of tone 
rows is perhaps even more revealing than to analyze his 
treatment of them singly. This is true because the vas~ 
majority of them occur in combinations rather than singly. 
There are a few passages in Threni for one unaccompanied 
solo voice. This texture, hol·Tever, is not typical. As we 
look at the music itself, one particular set of combinations 
appears on almost every page. It is the simultaneous sound-
ing of a row with its inversion, and the successive sounding 
with its retrograde. Let us illustrate this trend. The 
most striking example is found at the opening of Threni. 
The vertical combinations are inversions of one another, while 
horizontal combinations are retrogrades. Example l~Qlabove 
shows the second pair of rows as they appear in the score, in 
solo voices. This is the basic plan in the 1 Incipit 1 , and it 
is followed throughout the entire work. The opening of the 
third movement of Canticum Sacrum exhibits these combinations. 
After the introductory statement in the organ, the english 
horn begins an original, joined one measure later by an inversion 
-29-
in the bass trombone. In the choral section \'lhich follow·s, 
the tenors unfold an 0-6 while the altos follow with an I-S. 
Later in the third movement a retrograde-inversion appears 
in the unison chorus while its inversion, a retrograde is 
heard in the trumpet. 
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Another passage at the end of this movement scored for two 
trumpets exhibit a retrograde and its inversion. 
/ ,, 
h . ,-, 
)" :-. j • ..., • 
I ' 
I ' 
, r .. 
J 
t 
' \""+ ~-'! 
i 
-30-
At the end of the fourth movement the baritone solo sings a 
retrograde followed immediately by the original. 
~~ \ R @® /).- It-(!_~ 
.__ 
Other illustrations of this same combination of row forms 
may be found in the other scores. To return fOr a moment 
..-----, 
to example \42~ we see originals in the upper strings against 
inversions in the lower. The ballet Agon also shows many 
places where these same combinations are used. Look, for 
example at the beginning of 'Bransle Simple•. Two trumpets 
in canon at the unison play first the original followed by 
the retrograde. Only one trumpet part is shown here together 
with the six-note series upon which thiE dance is based. 
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The above passage. is followed immediately by two inversions 
in the trombones and harp, and two originals in clarinets. 
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Threni also contains examples of this same combination 
of row forms. Let us look first at the vocal duet round in 
measure 6. The soprano sings the original while the alto 
sings the inversion. This passage is illustrated in example 
~~ 
\lOj above. In the introduction to the final movement the 
pattern is inverted and assigned to tv10 bass voices. 
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Another example from Thren1 shows a double canon for solo 
voices, unaccompanied. The relatio~ships here are the same; 
each series is heard in conjunction with its inversion. Here 
ePCh one is transposed tO start On either a Unison Or fifth 
with its inversion. 
:; ) I c} r 
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These combinations may be seen not only in this section 
devoted to them, but in other examples throughout the study 
wherever two or more rows are heard together. One final 
example shows the original 1.vi th its inversion and its 
retrograde combined contrapuntally. The upper two melodies 
are for solo voices while the lower one is for chorus tenor 
and bass in unison. 
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B. Multiple Migrations 
Probably the quickest definition of this technique 
would be a straightforward example. Several are found in 
the center section of Canticum Sacrum. This one is scored 
for tenor and bass solo voices. L~~J 
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Here the rows make an exchange or voices. This sort or 
technique usually brings about a more homophonic texture 
than we find generally in these scores. The simultaneous 
'r 
I 
I 
r I 
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exchange of rows implies, and seems to require other kinds of 
simultaneity such as the rhythm and the text which is not in-
eluded here, both or which P.re suddenly unanimous i~ the above 
example. This passage occurs three times in the geographical 
center of the work. Th1a remarkable technique is not used 
with such arresting effect again until the finale of Threni 
where it is carried to what appears to be an ultimate con-
clusion. The'passage to which we refer is quoted in p~rt 
below. It shows only the voice parts from a texture which 
includes also trench horns. 
c ' 
...._< 
\ i 
I 
:'r\o..,J 
J 
li 
fl 
I 
'. 
-35-
In the first movement of Threni, three of the five Hebrew 
letters show combined serial patterns moving from one voice to 
another. Perhaps one example will be sufficient to illustrate 
the method used in all three places. 
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Stravinsky in the two methods shown above. It is, however, 
used extensively in Agon in a different way, leading to a 
different effect. Since the •Pas-de-Deux• is derived mostly 
from a four-note serial module we might expect this music to 
sound like no other music we have seen thus far. The section 
from which the next rew examples are taken is scored for 
strings alone. These examples show not only intricate criss-
crossing of serial modules, but, in some instances overlapping 
rows. 
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In measure 414 there appears in the solo violin and viola an 
intricate pattern ot this tour-note series against the tutti 
cellos and contrabasses. 
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In addition to the tour-note serial modules which are 
marked, there is running through the entire texture an al-
legiance to a three-note row made up ot the first three notes 
ot the principal series: ~his becomes apparent in the viola 
solo. Lifting those notes out ot their musical context we see 
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This is an endless chain type or rotation which sounds onJ.y 
halt or the tw~lve chromatic halt tones or the octave regard-
less or the amount or extention or the pattern; it simply 
continues repeating the same six notes. Basically this endless 
chain is a module or three notes as is marked in colored pencil. 
The violin solo in this example is based on an inversion or the 
same serial capsule, but it also shows a permutation. That 
technique shall be taken up separately. Later, measure 4SS the 
string section plays: 
s 
V<- I b 
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~his example contains many unusual and interesting features not 
round in earlier Stravinsky serial music. It is as though by 
reducing the size or hie serial module, Stravinsky 1s increasing · 
rather than limiting the chromatic flexibility. This passage 
above contains five original rows and two retrograde-inversions. 
These are presumably evident to anyone taking the trouble to 
follow them as they are marked. Out or this chromatic module 
Stravinsky has constructed three measures of music which sound~ 
very much like it is in D-major. Look at the first Q-J which 
begins in the violin and goes to the cello and bass. Its highest 
note is D, its lowest one is ~sharp. The next note in the 
double bass is a low D. This note iS in three different rows 
simultaneously. It is the last note in both the o-6 and the 
RI-J, both or which begin with the B in the violin. The low D 
is also the first note or the Q-J which moves up through the 
cellos to the viola. Even if the listener is unaware or the 
chromatic serial structure of this section, he has a marvelous 
sense or fulfillment when the basses pluck that low D. It is, 
or course, related to the high D in the violin previously men-
tioned, and it is also related to the multiple function just 
described. 
The above example is followed immediately by the music in ex-
ample~ One further illustration from the 'Pas-de-Deux• to 
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~how the extraordinary complexity that can result from basically 
simple material. 
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In the fifty-eight examples just concluded we have endeavor-
ed to present enough illustrations of Stravinsky's use of tone 
rows, both singly and in combination, in order to establish 
what might be called a common practice. There are many in-
stances not quoted of the most common of these techniques, as 
well as of devices he has used only once. These musical 
illustrations show Stravinsky using many of the standard 
dodecaphonic techniques used by not only the Viennese •atonal• 
composers but also by most of the younger generaltion of •serial• 
composers. There are, however, two categories of techniques 
not touched upon so far. One is Stravinsky's use of other 
•classical' twelve-tone techniques which were present in that 
method trom the very start; suCh as pointillism, permutation, 
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partial rows, as well as the use of rows with extra, missing, 
or substituted notes. The other category as yet not mentioned 
is probably the most interesting of them all. It is Stravinsky's 
individual characteristics within the twelve-tone system. In-
cluded in that discussion will be his unique approach to con-
structing a twelve-note series so that it will contain not 
only tonal implications but also reciprocal serial modules. 
It will also be shown that he takes every opportunity to refute 
the equality of each note once associated with the Schoenberg 
method. This reestablishment of a heirarchy of notes is 
accomplished by sustaining some hotes long past their proper 
place in the series; occasionally an entire chord will be 
sustained. We call this section •Selective accumulation of 
vertical sonorities.• The final section points out the 
continuing presence of ostinato figures in Stravinsky's music. 
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1STRAVINSKY'S USE OF OTHER TWELVE-NOTE TECHNIQUES 
A. PERMUTATION 
One or the most involved of all serial devices was 
present in the system from the beginning: that of 
permutation. The word means simply alteration. In 
reference to serial music in general and to twelve-note 
music in particular, the word has come to mean a systematic 
pattern for changing the order of notes in the basic series. 
For example there are several illustrations of this in the 
middle movement of Threni. The most elementary permutation, 
it it can really be called that, is the practice of beginning 
the rows in the middle. Therefore, instead or note number 
QV occurring first, number~ might. The row if it were an 
original, would then proceed to numbers~~ @D etc. up to 
~. The twelve-note pattern would then conclude with notes· 
(!;,®and (j). Example~ all:ove will illustrate this. About 
half the rows in the first section of this movement show 
this kind or alteration. It is in the third section sub-
titled 1 Solacium• that we find what is normally called 
permutation. There are two separate patterns introduced 
simultaneously in measure 345. One occurs in the tenor 
and bass solo voices as they unfold an RI-6 and an R 
respectively. The pattern is established by sounding every 
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other note, then reversing direction to sound the alternate 
ones. The other pattern is heard in the french horns. It 
simply sounds every third note or its retrograde pattern. 
Naturally this requires going back twice in order to sound 
all twelve notes. Direction.is not reversed in this row. 
Our illustration shows the tenor, bass duet as well as a 
composite of the horn notes reduced to one staff, and trans-
posed to fit more or less on that staff. The final chord, 
however, 1s for strings. 
q.~,. ~\0------- - I'- 3..-/p 
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The remaining examples or permutation are taken from 
Ag~~· The first dance to exhibit this sort of systematic 
alteration in the order of notes is the 1 Bransle Gay•. The 
serial module upon which it is based can be seen in example 
[:2§. The permutation here simply involves two pairs or notes 
! 
•' 
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reversing direction. 
Therefore, this series: ».~Yl_~@ ~ 
would become: (j)!)"J 8)~~~19 (l~ 
Perhaps one brief example will illustrate. 
The first note in the second clarinet is involved in another 
row which was begun by a flute. The next movement to exhibit 
permutation is the refrain to the 1Pas-de-Deux 1 • 
note series here is 
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The permutation appears to be a new series based upon notes 
\j), (j), (i) and@) or the old one. Since most or the 1 Pas-de-Deux • 
is based on the first four notes of the series quoted above, 
there is a natural temptation to relate this row to the earlier 
one. The relationship is: it is the same basic shape, ex-
cepting all intervals are major whereas in the earlier one 
the intervals were all minor. Since both or these explanations 
seem valid, we shall not argue for either. We have chosen 
the first, and shall number the notes accordingly. The new 
melody is played by the french horns, with piano following 
one measure later making a canon a fifth below. 
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The following diagram will make clear the derivation of this 
melody from notesg, ~ (Z1 and\j) or the original row followed 
by its inversion a firth below. 
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~he next illustration or permutation was mentioned earlier. 
It is round quoted from the score in example ~~]above. In 
discussing the viola solo we demonstrated in example [5-~ that 
it was based on a three-note series. The violin solo in the 
same measure· is also based on that same three-note series, 
only in permutation. An inversion or the endless chain 
~-
series or example L~ would appear like this. 
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In the permutation each of the first two pairs of notes is 
simply rotated, in the same manner as the example from 
•Bransle Gay•·above • 
.... 
B. POINTILLISM 
Another technique present in twelve-note music from the 
very beginning is called pointillism. The word was borrowed 
from art critics who used it to describe late impressionistic 
paintings which placed small dots or points of unmixed colors 
once thought mutually incompatible in close Juxtaposition. 
The mutual interaction of the colors was to be accomplished 
by the eye. In like manner pointillistic music is made of 
unmixed tone colors which often exploit the extremes of ranges 
and dynamics. This device depends for ita effect upon the 
total accumulation upon the ear of these tones. Here the 
ear accomplished what blending is possible. 
Stravinsky's writing since the first World War has been 
essentially chamber music. This applies not only to such 
scores as Soldier's ~ (1918) and Three Pieces~ String 
Quartet (1914), but also to the Symphony !n C (1940), and even 
Agon (1954-1957). Stravinsky's scoring for instruments the 
tone colors of which do not mix is one aspect of pointillism. 
For example, the first solo dance in Agon, the 1Saraband 1 re-
quires from the large orchestra only the solo violin, xylophone, 
and two trombones. Three sonorities do not blend together. The 
first twelve-tone movement of Canticum Sacrum is scored for tenor 
solo, flute, english horn, and harp with harmonics on three solo 
contrabasses. Here again the tone colors do not mix. Therefore, 
it is entirely possible that Stravinsky, being aware of this 
quality in his music, (the quAlity of unmixed chamber combina-
tions) has chosen not to stress the pointillism of tessitura 
and dynamics as the tone rows unfold. In all these scores each 
voice, each instrument retains independence through rhythmic as 
well as acoustical differentiation. There are, however, some 
instances or pointillism which we shall now examine. 
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In Threni there is a cello solo which exploits the extremes 
or tessitura and tone color • 
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Some characteristics or pointillism may be seen in the wide 
leaps in the lines or some of the above examples, ~~ (§_~, 
G.~' ~~~ Ji§f and to a more limited extent, I.D1 Actually, there 
are many elements in opposition to pointillism in most of the 
above examples. Perhaps this is the place to point these out. 
In considering this technique, we must show how Stravinsky 
has avoided 1t, just as we have shown how he has embraced 
other techniques. The antithesis of pointillism would be, 
of course, to pack as many integrated tone rows into as small 
a range and into as few voices as possible. Examples ~:~·5; and 
l?~ above illustrate this as well as the following harp part 
lifted out or the 'Pas-de-Deux' or Agon. In addition to the 
row based on the first tour notes or the series .in example i6l!, 
............. 
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~here is one baaed on the last six notes or that same series, 
and another based on notes (V through@ 
~so-
C. OMITTED OR EXTRA NOTES 
Ah item not usually included as a 'classical' twelve-
tone technique is the presence or extra notes, or its 
reverse, the ommission or certain notes of the row. This 
phenomenon is not mentioned in the texts which outline the 
•method or composing with twelve-tones related only to each 
other•. However, it is round in most of the early twelve-
tone scores in about the same percentage as it is round in 
Stravinsky dodecaphonic scores. To be sure this percentage 
is very low, but nevertheless it seems to be a constant in 
the system and as such should be considered. 
Since two large Stravinsky scores are only dodecaphonic 
in certain movements, with other movements showing only 
slight, if any similarity to the method, it would appear 
reasonable to examine only those movements and sections 
thereof which are principally twelve-tone in construction 
in order to obtain a realistic count of so-called extra notes 
or notes missing. 
The first score to be published with twelve-tone sections 
was Canticum Sacrum. At the end or the second movement occurs 
the first instance or both extra notes and notes missing. 
After the flute part has concluded its final row, an I-J, note 
numbe~is inserted between repeats or the final note. At the 
-Sl-
same time the row which is alternated between the harp and 
english horn, an I-7 is never completed. Notes@and@ 
are simply omitted in order to end the movement on an A-
dominated sonority. 
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The next example shows two adjacent rows in the trumpets each 
or which has an extra note 1n the middle. 
~here is one more example not shown here. It is similar to the 
harp and english horn part in example ~\above, occurring in 
the final row of the tourth movement. The last note is missing 
because Stravinsky did not want it included in the final 
cadence. 
The first dodecaphonic section or Agon is only partially 
so. It is the coda to the 'First Pad-de-Trois•. There are 
sustained harmonies and outlined triads which have nothing to 
do with the twelve-note series being presented in the remainder 
ot the orchestra. And, in addition, there is a violin solo play-
ing sixths which is quite outside the aerial orbit. These are 
extraneous influences, but cannot be considered •extra' notes. 
That portion ot the music derived from the tone row adheres to 
it rigorously. 
Example~ above contains an illustration of a typical 
•extra• note row. The final note in the bass clarinet, •A• 
does not fit into the six-note pattern in ~ny of its four 
present forms. It is simply inserted to complete a D-major 
triad with the final notes in the clarinets. The very next 
measure contains another row with an extra note. The six-note 
series is shared by cello solo and trumpet. The extra note 
makes a pointillistic effect. 
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There are a few incomplete vertical sonorities in the 1Bransle 
Double•. In measure 352 the first three notes of the first 
half are sounded; in the next measure the first three notes 
of the second half are sounded. This happens again in 
measure 364 with only one note missing. The first instance 
in Threni of a row with a note missing occurs in measure 73. 
The series is exposed by piano, clarinets, and two trombones. 
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This example is unusual because it is the only one out of ten 
treated in this way that has a missing note. All the others 
are complete. It is not until the middle part of the third 
movement that another row is used with a note missing. Follow-
ing each of the three appearances of the Hebrew letter Lamed, 
there is an exact repeat of the music. Included in this is 
an RI-7 that is shared by two clarinets. In all three 
3 'X! -----
-·-- ---- --·, 
....,._. 
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Of the remaining tone rows which are missing a note, some show 
another type of irregularity; that of note substitution. These 
examples are grouped together at either end of the middle move-
ment in order to make audible the overall structure of the work. 
Even if the listener is not conscious of these minute detailS 
of serial irregularities, they have their effect. The opening 
and closing sections of the middle movement are for unaccom-
panied solo voices which adhere to strict canonic procedures •. 
Of course, the Hebrew letters throughout the movement are 
accompanied, and each letter is heard thrice. Let us look at 
the earlier examples which surround the first appearance or 
the letter, ~· In this section the tenor solo is the proposta 
of the two-voiced canon which precedes the letter, and also of 
the three-voiced canon which follows it. Therefore, it will be 
necessary to quote only this voice, since the others follow 
exactly. 
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Two 'irregularities' are present simultaneously in this tenor 
line. In the first half of the illustration, note number~) 
has been substituted for number(~) and the direction· of rota-
tion baa been reversed for the last two notes. In the second 
half the same techniques are present. The notes sounded are 
~) through(i) and then(i)through;t. We see that the direction 
is reversed in the middle, while note number @)has been sub-
stituted tor n~mber@ The reverse in direction has been 
mentioned above as being common throughout this middle movement. 
The final Hebrew letter 1n this movement is ~· The unaccom-
panied canons which follow each appearance of the letter are 
slightly different from those throughout the rest of the move-
ment. Here the proposta is presented in octaves, while the 
two ristpostas are doubled by the chorus. The canonic structure 
is less rigid here, and there 1s looser adherence to the 
prescribed order of the twelve notes in the series. The 
proposta will illustrate what we mean. Following the first 
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Neither the inversion in the altos nor the retrograde in the 
basses show similar deletions. Following the second ~, the 
alto and bass solo voices sing another original with·the same 
deletion. Following the last appearance of the letter, soprano 
and tenor return to the original with the same deletion. But 
Thus we complete a catalog of rows with extra notes, notes 
missing, and substituted notes. The only score which seems 
to have any pattern to the use of these techniques is Threni. 
This is true of almost every technique associated with the 
twelve-tone system of writing. Canticum Sacrum and Agon seem 
merely •experimental' scores in contrast to Threni. This is 
purely from a standpoint or consistency of dodecaphonic style. 
The same techniques are present in all three works. The main 
difference is that in Thren1 there seems to be a pattern to 
everything; it is as though all the techniques of the system 
were organized around the central architectural core. In the 
other works these same devices almost seem to have been 
stumbled upon quite by chance. Let this remark not be understood 
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to be a value judgement of any or these works; or even a 
comment on their relative merits. It is simply an observa-
tion on some manifestations of formal elements in one score, 
not present in others. Every one of Stravinsky's compositions 
has a clearly defined formal structure. It is, however, not 
until Threni that we find this structure served and even 
established by ~inute details or twelve-note row manipulation. 
D. PARTIAL ROWS 
One final technique of dodecaphonic writing which is 
common with so-called twelve-tone composers is the use of 
partial rows. What we mean here is the presence of only 
part of a row in the midst of total panchromaticism. This 
definition would exclude the large sections of Agon based 
on a six-note or four-note series, as well as 1n Memoriam 
which is constructed from a five-note motif. It would in-
clude, however, the second part or example /15] above which 
sounds only eight of the twelve chromatic tones. It includes 
also the partial rows sung by tenors in measure J70 of Threni; 
the only score containing any partial rows. 
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In the first and third sections of the middle movement, we 
have seen many examples of rows with omissions or substitu-
tions. We turn now to the large central section subtitled 
•sensus Spei• for more examples of partial rows. Of the 
eight Hebrew letters in this section, three are followed by 
several partial rowe. Follo~ring the letter ~ the alto 
solo sings the first third of an I-10. 
II 
Following each letter Lamed the bass solo begins an 0-5, the 
tenor solo finishes an I-1; neither one is complete, and 
together they do not present the complete chromatic scale. 
,.., h h rill c-) 0)" ~ .r, (§)-r..::) -cv=JA__ '--~:2 -- ~--·- 0 ---\·~) 
·.· 
.r ,..,. LL 
l N .,. "" . 
. ·-
'" 
,j r c ·:1< ·,--.. o 
I 9 G 
I B J-.:!;s eli1 B 
0A~ $'t~ b~ 
r• ' 
/ 
\ 
I y,...,.. ..... .....,..! ..,;. _.,._- ... I 
-60-
BOSTON U':i'.I':RSITY 
FINE M•.• 
In these examples the pattern itself is simple, and it is 
repeated exactly with each appearance of the letter. The 
partial rows which follow the letter Samech are quite another 
matter. The first two patterns are similar, and perhaps more 
typical of the tecr~ique than the third which departs from 
the predominance of ~ capella singing and also from the 
clarity of voice leading. The group of five partial rows 
which follows the first SR.me ch follo;rs. 
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Following the third appearance of this letter there are some 
interesting interwoven rO'\'iS; some complete, and some not. In 
one instance, _Stravinsky exploits the ambiguity of two separate 
rows which have five consecutive notes the same. Let us quote 
the passage, and then point out the various possibilities. 
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Tne opening measure for tenor contains the first eight notes 
of an inversion. The 0-9 which is begun immediately in the 
bass trombone and string bass, is continued by the sarruso-
-' 
J 
phone and bass clarinet, and finally finished by the string 
bass. It is also possible that this series could be a 
retrograde-inversion since the intervals from notes (10~ through 
/~ of that form correspond exactly to intervals of notes (i_". 
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@of an original. · It remains only to transpose the rows to 
the proper pitch to obtain the same notes of the trombone 
part. 
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The case for this melody being part of an RI-2 is strengthened 
by the first three notes of this series being present in the 
tenor line which precedes it. These notes are B-flat, B-natural, 
and E. The remaining four notes are present in the chromatic 
texture within the next two measures. The case for this RI-2, 
however, is not as clear or as strong as that for the 0-9 which 
is marked in the example. The ambiguity should be pointed out, 
nevertheless. 
'ihile thin technique of use of ·partial rows does not account 
for more than one or two percent of the music in the three 
scores under consideration here, it is nevertheless an important 
means of introducing controlled deviation from the standard 
classical devices usually associated with twelve-note music. 
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The same can be said of permutation, missing and substituting 
notes. It is the composer's manipulation of these things that 
indicates whether or not he has come to grips with the dodeca-
phonic method. 
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IV STRAVINSKY'S INDIVIDUAL CHARACTERISTICS IN THE 
TWELVE-TONE NETHOD 
A. CONSTRUCTION OF THE SERIAL PATTERN. 
"The intervals of my series are attracted by tonality; 
I compose vertically and that is in one sense at least, to 
compose tonally. I hear certain possibilities and I choose. 
I can create my choice in serial composition just as I can 
in any tonal contrapuntal form. I hear harmonically, of 
course, and I compose the same way I always have. u 1 
So writes Stravinsky about the influence or tonality 
on his serial writing. It is not to confirm or retute the 
statements that we examine these tone rows. It is simply 
to look for the extent of these tonal influences. \ofe shall 
see that these influences are not as obvious in the naked 
basic series as in the finished score. For example, the 
first tone row to appear was in the second movement or 
~nticum Sacrum. This basic set is used only in this one 
movement. 
Stravinsky, I. & Craft, R. Conversations~ Igor 
Stravinsky, N.Y., Doubleday, 1959, p22. 
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Roberto Gerhard has written about the tonal poles of 
attraction implicit in this twelve-note series.l He 
points out that the first note in each half of the series 
is indigenous to the tonality of A-flat, while the final 
notes of each half belong to A. He says that this whole 
movement is a constant battle between these two tonal 
centers. To see this -v;e need only to look at the inter-
mediate cadences within this movement. In measure 50 
(actually the fourth measure of movement proper) there is 
a cadence on A. 
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Ge~h.a.rd, Roberto. 11 T1velve-note Technique in Stravinsky 11 , 
The Sco~0, London, Score Pub. Co., Ltd., William Glock, Ed., 
June,-1957, p)8. 
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The presence of the major and minor third sirnul taneously 
is common in Stravinsky. Both the a-sharp and the 
C-natural serve to strengthen the A. Four measures later 
there. is.another cadence, this one stronger, on A-flat • 
. -- -J -, 
There are two ~ore minor cadences on A-flat and two more 
on A before the final one on A which is quoted in example 
!.--, i6B;. 
.,...__ 
It is apparent from the preceding examples that the 
tonal sound of the music is not ahrays due to the tonal 
intervals ltlit:tin the rOI'/ itself. It is more often due to 
the deliberate manipulation of the row in such a way as 
to derive a tonal sound. Mr. Gerhard says in the above 
mentioned article that the normal division of the octave 
in twelve-tone music is the tritone. However, Stravinsky 
has restored the interval of the fifth of its former pre-
eminence, and as a result, has wri~ten music ~1hich adheres 
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to the Viennese •atonal' concepts and at the same time 
sounds, if not diatonic in origin, at least tonal in 
structure. 
The dominance of the A tonality is further strength-
ened by the large middle movement which follows. It 
begins and ends on an A in triple octaves. This octave 
doubling is very influential in contributing to the pre-
dominance of a note. It was one of the things which· 
Schoenberg insisted must be eliminated from atonal music. 
·Naturally, it was one of the first things to be restored 
by Stravinsky in his tonal approach to dodecaphonic music. 
The basic set used in this middle movement divides into 
tonally oriented halves much the same as the previous one. 
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Notes number(]) and(]) indicate E-flat major, while notes(§) 
and @point to B-flat. Certainly this relationship of a 
fifth within the row makes this one more tonal than the 
previous. There are a few interesting interrelated 
serial modules between the two rows used in the same work. 
For example the first four notes of the second row 
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constitute an inversion of notes@ through@ or the first 
row. These similarities serve to link together the music 
derived from these two sets even if the listener is unaware 
of it. Probably to our tonically-oriented ears the tonal 
relationships within each row are more immediately per-
ceptible than are these melodically related modules. 
The first intermediate cadence in the next movement, 
•Brevia Motus Cantelenae 1 is in measure 273 on an octave 
A in the chorus doubled by the brass. The final cadence of 
the movement is dominated by a D. So we see that the tonal 
polee implied in the basic set are not necessarily the same 
ones found in the score. It is simply that the predominance 
of any tonal center becomes more easily established if the 
original series seems to favor one over another. 
The three separate series used in the ballet Aeon show 
a more diatonic construction than the two just examined. 
That is they appear to be built of similar tetrachord.s, in 
a manner reminiscent of the Greek modal scales. For example 
the first two tone rows to be used show allegiance to two 
four-note modules: 
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Tha first module may be seen used unaltered twice in each 
of the following basic sets from Agon. 
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The other tetrachord, example ~ may be seen to begin 
each half of the first series. ~' That is it is notes Ll.) 
through ®and (j) through ~fo. In the second series it can 
be seen to be lurking behind notes\_§) through@ with notes 
(:§)and (7__; reversed. It must be pointed out that example ~a 
is surely a diatonic motif, but just as surely~ is a 
chromatic one. This shows diatonic and chromatic influences 
standing side by side, working simultaneously. 
The third basic set used in Agon contains only the 
intervals of a minor third and half step. 
I I?~~} 
e v r r ,..-. 
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This basic set is made up of a small melodic module which 
is used in its original form as well as its inversion and 
retrograde-inversion. 
This module 'may be seen to be the first three notes as 
v..rell as notes 6\ through(§) Its inversion yields the 
last t~~ee notes, while the RI version is found in notes 
r;-\ r-7\ \~through ~J Another interesting thing about this whole 
row is that if notes(~ and ~ywere exchanged, there would 
be an overlapping seven-note series • 
i 1- , ~ .. • b; ··· iu t;u j 
This seven-note series is used as an entity in one dance in 
the ballet. 
It would appear that the first ten notes of this row 
(illustrated in example~) are solidly grounded in the 
tonality of D major. The eye recognizes that the F, A-flat, 
and B-flat do not belong to that key; but the ear places 
them as neighboring tones to the principal melodic notes. 
If there is any aural logic to arranging a group of notes 
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around a certain tonal center, the ear will do it. This 
series certainly does not a.rrange the twelve tones in a 
sequence which gives them equal importance, or independence. 
Before proceeding to the basic series used for Threni, 
we must make mention of one more interesting characteristic 
of the first row used in Agon. It is the same in retrograde-
inversion as it is in its original form, excepting the last 
two notes. The most graphic illustration of this may be 
seen with the two forms superimposed. 
This reciprocal relationship, like the one illustrated in 
example\~, is not exploited by Stravinsky. In fact, it 
appears that he did not even notice it. 
The basic series used in Threni is presented in con-
junction with its inversion from the very start. Therefore, 
it would seem more appropriate to consider the special 
characteristics of the two together rather than just the 
original. The score begins with the retrograde together 
with its inversion transposed down a tritone. This com-
bination is important and is heard throughout the score. 
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Roman Vlad discusses at some length the tonal implica.tions 
found in this combination.1 Rather than repeat this dis-
cussion we should point out characteristics of the basic 
set not mentioned by other writers. Probably the most 
important single 1tem is the predominance of the interval 
of the fourth. This interval alternating as it does with 
a third, sounds like the bess line in a 'circle of fifths' 
passage in Baroque music. 
through@ 
w 
fo~ • 
This is evident in notes(5\ 
___.' 
/>.j) l:;,) \IJ &f'J l3 0_0 ~) (l}) ~-
, #"' 
-//i·c ,. l' , , 
" 
This. is the source of the strong tonal ties found through-
out the work. In contrast to these ties, the irnporte.nt 
cadences do not. favor any tonally centered chords, even 
though there are many triads as well as triadic references. 
1 
Vlad, R., Stravinsky, London, Oxford Univ. Press, 1960, 
p2'14-217. 
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For example, the chords sustained by the letter Aleph in 
its three appearances in the middle movement are G-sharp 
minor, E minor, and D major. Since thes~ chords do not 
add up to one single tonality, an overall tonal function 
is avoided. The D major sonority does not contain a fifth; 
and does contain both a major and a minor seventh. This 
helps to di~ute the strong II-7, V, I cadential effect which 
is so strong in the lowest trombone part. The final cadences 
are D-sharp unison tor the first movement, B-flat for the 
second, and 0 for the third. The more important intermediate 
cadences are fairly well distributed among the notes of the 
scale with D-sharp, and A-sharp dominating slightly by virtue 
ot their strategic positioning rather than their reiteration. 
The similarity between the first three notes of the row 
and the last three notes should be pointed out. The inter-
vals are the same; with the direction reversed tor the half-
step. The reciprocal relationship in the middle of this row 
has already been demonstrated in example @3• 
It is entirely possible that continued scrutiny of all 
six of these basic series would show additional interesting 
characteristics which contribute to the diatonic and modal 
sound of these scores. Most of the above mentioned character-
istics are tonically conceived and chromatically executed. 
a. UNEVEN DISTRIBUTION OF SERIAL PATTERNS 
1here are two separate but related twelve-note serial 
patterns round in Canticum Sacrum; while there are three 
found in Agon. It is these two works only that exhibit 
uneven distribution of serial patterns. Threni, of course, 
contains only one series, so the concept of distribution does 
not apply. In both the earlier scores the first dodecaphonic 
movement has one complete row to itself, while the other 
maements share the remaining series. Let us examine the 
formal schemes of these scores separately to see how the 
twelve-tone sections fit into them, and then see how the 
various rows are distributed among these sections. 
Canticum Sacrum is in five movements. The first is 
in the polymodal style of Symphony of Psalms, with chorus 
and orchestra presenting large blocks ot sound. The last 
movement is an exact retrograde of the first. It is the 
three middle movements which are twelve-tone in origin; 
the second is based on the row shown in example ~_, while 
the third and fourth movements are based on the series 
shown in example(~. The following diagram shows more 
graphically the uneven distribution of rows in this work. 
I 
II 
III 
IV 
v 
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'CANTICUM SACRUM 
Dedicatio 
Eun t e s in mundum -
Surge , aquil o 
Ad Tres Virtutes 
1 Ca.rite.s 
2 Spes 
J Fides 
c I~ t>, 
c H c.>,+ St.!~ I 
cHo. 
-'i-------
Brevis Motus Cantilenae- S't.~l..l> r c Ht>oNS 
Ille autem - cl-loRv.s 
J 
Here the first row is used only once, and then 
quickly abandoned, while the second one is used tor a 
longer time. The second series is exploited in greater 
detail than the first, and consequently the music based 
on it exhibits greater concentration and greater intensity 
than that based on the first. This gradual increase or 
intensification is typical or most Stravinsky scores 
regardless of the •creative periods• in which they were 
written. 
In the following diagram or the formal structure found 
in Agon, the increasing concentration on fewer musical 
materials becomes apparent. The trend is visible in titles 
and subtitles, and in the number of dancers used in each 
dance. It is visible also in the orchestration as well as in 
the size of the serial pattern on which each successive 
dance is based. On each of these levels there is 
evidence of increasing subdivision or the materials. The 
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number or dancers decreases, the size of the orchestra 
decreases, and the size of the serial module decreases. 
AGON 
Pas-de-Quatre (4 male dancers) 
Double Pas-de-Quatre (8 female u ) 
Triple Pas-de-Quatre (all twelve 11 ) 
First Pas-de-Trois 
Sara band 
Gal liard 
Prelude 
(1 male dancer ) 
(2 female 11 ) 
Coda (all three 11 ) ~----- Ro"" 'J: 
Second Pas-de-Trois 
Bransle Simple 
Bransle Gay 
Bransle Double 
Pas-de-Deux 
Adagio 
Refrain 
Coda 
Four Duos 
Four Trios 
Coda 
Interlude 
( 2 male dancers ) 1 ~ H"L" } 
( 1 female 11 ) 1-.Hr li"'"F 
(all three 11 ) ToT"L 
Ro~-v JI 
Interlude 
(1 male, 1 female dancer) 
( solos for each dancer) 
( both dancers ) 
( male and female ) 
( male and two female ) 
( all the dancers ) 
f'tr<ST If NPT'GS 
fc FU1VTA,0.V (.3.S:7Jt") 
riiHi 7 /VPiES 
\All'\ VI-E I( l>W 
lcJiAL. C: 1>1'1'(!;1/JE g Wl,.l~ 
A l3o11e F(I~I1EII"tJ 
Each of the four large sections is divided into three 
smaller parts. What is indicated for the dancers is also 
in evidence in the music. That is, the third section of 
Row iii 
-
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e·ach dance is a summation of the previous two. The most 
obvious example is the •Second Pas-de-Trois'. The first 
dance is for two male dancers, the second is for one female 
dancer, while the third combines the dancers. The same 
scheme is carried through the music. 
this six-note serial motif. 
The first dance uses 
The second uses this d1rreren~, out s1m11ar~y snaped six-
note serial pattern. 
bP 
The third dance combines the two into a twelve-note row 
which is used both horizontally and vertically; both in 
its separate halves, and in its integrated, twelve-note 
pattern. The ballet as a whole utilizes a progressive 
paring away of surface features, of performing forces and 
or serial techniques until, 1n the 'Two Duos' there remains 
only the bare tone row operating as the sole musical element. 
This section is illustrated in example @f. The technique 
of intensification through distillation is a common one 
with Stravinsky, found throughout his creative career. 
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However, to prove this would require documentation quite 
outside the scope and purpose of this study. vle merely 
hope to show how Stravinsky has adapted ~odecaphonic 
techniques to his older method of composition; a method 
well-known to the musical world. 
The fragmentation is even more noticeable in the 
1 Pas-de-Deu~•. The first section is subdivided into 
three smaller sections to be played without a break. 
The first division uses only the strings of the orchestra, 
and uses only the first four notes of the third series as 
its musical material. This is the smallest fragment used 
in all of Stravinsky's twelve-note music. The refrain 
uses another four-note aeries based on permutation. 
The coda to this section uses melodic material from both 
preceding sub-sections. The next section, 14 Duos•, uses 
the entire twelve-note series in its moat distilled form 
in what is perhaps the shortest Stravinsky movement on 
record (55 seconds). This falls on the ear as something 
of a prelude to the following section which combines the 
melodic fragments of the preceding sections with the parent 
twelve-tone row • 
. The pattern of row distribution, then, is extremely 
uneven. It is, hO\'tever, consistent with the increasing 
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intensity of expressive means found in all of Stravinsky's 
scores. The consistency lies in the tightening crescendo 
achieved by reducing the technical appar~tus until only 
the purest serial skeleton remains. This continued purifi-
cation found in each of these scores is also visible in the 
entire dodecaphonic output viewed chronologically. In 
Canticum Sacrum serial writing formed onl~ the basis for the 
taut, lean, melodic inner three movements, with the heavy, 
pillar-like homophonic outer movements in support. In Agon 
the purity of serial writing was carried to its ultimate 
conclusion only after carefully and systematically introduc-
ing it into a basically polymodal, almost tonal fabric. 
C. SELECTIVE ACCUMULATION OF VERTICAL SONORITIES 
Of all Stravinsky's individual characteristics in manipu-
lating twelve-tone techniques, perhaps the most anti-
Schoenbergian is his insistence upon allowing certain notes 
in a texture to dominate for relatively long periods of 
time. This, of course, is in direct conflict with 
Schoenberg's theory of granting each note of the chromatic 
scale equal importance; it accounts for much of the tonal 
sound of Strav.1nsky•s dodecaphonic music. 
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This inequality of notes may be seen in all the music 
used for this study beginning with the first twelve-tone 
movement in Canticum Sacrum. Quite apart from the 
periodic cadences illustrated in exarnples(83l and~' the 
note A is permitted to dominate for several measures. 
8' 1 -C00 
lb ~. ,-J 
This is probably in anticipation or the final cadence 
which is on A. The predominance of one no~e clearly 
points to the underlying influence of predominance of 
.. 
one chord, whether or not the entire chord is sounded 
and sustained. The example above illustrates the princi-
ple of filtering a cert~in note out of the panchromatic 
texture to predominate; thus forcing the ear to hear all 
subsequent notes in relation to the one note being sus-
tained. The introduction to the next movement illustrates 
the same practice as it applies to a collection of sus-
tained netes. 
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There are basically two rows being used here, an original 
~nd an inversion, both transposed down seven semitones (a 
perfect fifth). As the rows unfold, certain notes. are 
filtered out and accumulated into a ton~l structure, or 
more precisely a quartal structure. In the first two and 
' 
one-half measures we hear mostly C, F, and B-flat; while 
E-flat, A-flat, and B-flat domi~ate the remainder. 
The next example comes from the following movement~ 
'Brevis Motus Cantelenae•. The baritone solo begins sing-
ing a retl"'ograde-inversion. When he reaches note numbe:- W 
he is interrupted by the chorus echoing his phrase. 1'lhile 
the chorus sings, note "'~)is sustained in the brass. The 
solo voice then finishes the row with the chorus again 
echoing the last half against the final note sustained in 
the brass. 
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Sustained vertical sonoritie~ in·Agon are both accumulated 
as in examplel2zjand simply used as pedals as in example 
[9~. The 1 Coda 1 to the First Pas-de-Trois contains examples 
of both. The movement opens with a sustained C and G in 
the trumpets which act as a pedal holding throughout the 
first exposition of the row in harp and- cello. 
' 
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The same sort of pedal treatment occurs sixteen measures 
later with the sustained notes F and C held until another 
entire twelve-note row has been completed. After sixteen 
more measures, the •accumulation• technique is used in 
conjunction w1th the 'pedals• as above. 
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There are three notes sustained after being sounded in 
, •. , \ 
proper serial .order. These are ('J! and (4) ot the original, 
... '\ 
and(~~Jot the retrograde. These are added to an F pedal 
to yield a B-flat major triad with an added C. After 
outlining the triad, the trumpet sounds its only indepen-
dent note, D-flat which is note 5 in both rows. Thus, 
the original and the retrograde are linked together. The 
i . 
0· 
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other note as yet unaccounted for, so to speak, is the 
E-natural in the mandolin. It is note number J)of the 
original rOi"', but since neither@nor~~)~ppear to 'verify 
this E-natural, it would appear as though the note were 
simply extra 't'!ith no serial affiliation. 
Threni also contains·many such examples of a hierarchy 
of notes wh~re one or two are permitted to dominate for 
relatively long periods of ti~e. The opening of 1Elegia 
Pl'l1ma 1 demonfrt:rates th1s w1 th the man1pulat1on ot' the 
RI-6 in the letter Aleph. This passage may be seen in 
example \36~ Notes@, (2), ana.(p are accumul&ted by the 
L:..--~ 
chorus 8.8 they share the row with the pizzicato stl"ings. 
Then these notes are exchanged for(J, (;P, and@. During 
the sprechtstimme passage for chorus which follows the 
two clarinets hold notes\_i]) and(J.2) of ~he last series. 
In another plHce, two french horns hold notes @and ·JJ,.) 
Rgainst the parlando chorus Rnd a reiterated note 1~ in 
the piano. Another illustration from this sRme m~ement 
sho1vs some notes being held, others being rei terateci a.s 
an ostinato, still others being quickly abandoned Etfter 
their proper sounding in the series. This may be seen in 
example [54\which quotes the letter 12.ill· 
\1..'::\ 
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In the central section of the second movement there is 
one series used fo...- all the Hebrew letters. Each letter 
is sung three times by the chorus to notes which ·outline 
an RI-9. 
Nu.•_; .. Jl.' Cc.'.• .. • ,., 
:-:! ~ 
l t ~ u j ,. ; ,..fr< •t .. i 
1.-..4 - l"lf' o ::_; ~rc :: ISA ·· 0 (:. 
4 { Jf . ,, 
Four of the. letters have only one note, c.nd four have two 
notes, but only Samech sounds its two notes simultaneously. 
Each of these letters is prolonged into the Latin verses 
which follow them. This, of course is Rccumulatine a verti-
cal sonority; especially since, in most cases, a few notes 
are sifted out of the series follo\ving and sustained along 
1-ri th the note of the letter. To illustrate let us exPmine 
in a reduced score, the first four measures of this central 
section of -:;he \·:ork, subtitled 1 Sensus Spei 1 • 
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Not only is the letter note sustained, which in this case 
-~\ is note number(lJOf the ensuing row, but added to it are 
......____.-' 
. " - \ notes(__?/ and"lf• In the next measure only one note is sus-
tained; number(~ of the preceding row. This same 
--~ 
techpique is applied throughout this section of the second 
movement. In the case of the letters with two notes, 
Lamed. and Ain show only their second notes sustained; while 
Samech and Tsade have both notes held well into the contra-
puntal texture which follows them. 
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One ftnal example in this section literally accu@ulates 
certain notes of the row as they are sounded. The oboe and 
bassoon unfold a retrograde-inversion with the final note 
missing. The organ sustains notes ,l~ ~6)c~, andjl as a 
chord. 
i (;'\ 
i ./\!.! 
C.) 
I 
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Stravinsky's habit of allowin~ certain notes to pre-
dominate for relatively long periods of time has reduced 
the atonal aspects of the twelve-tone method to the vanish-
ing point. This is probably the most important single item 
in Stravinsky's unique appro,qch to the method. 
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D. USE OF OSTINATO 
One Of the few technical devices employed by 
Stravinsky throughout his creative career is that of 
ostinato. Unlike other devices mentioned above as 
showing constant revision of Stravinsky's technique, 
this single item may be found in all his music. Most 
writers have mentioned it is their reviews of Stravinsky's 
music ever since Le Sacre du Printemps caused such a 
s canda.l in the Paris of 1913. Some of the most recent 
1 
and up-to-date comments were made by Carlos Chavez. 
This Mexican composer thinks that Stravinsky uses the 
device as much now as ever. Examples to substantiate 
this are taken from~ Sacre, Petrouchka, and Threni. 
Stravinsky's own comments on the use of ostinato are as 
follows: "It is static--that is, antidevelopment. 
However, it became a vitiating device and was at one 
time overemployed by mary of us. 11 2 Our purpose in includ-
ing a discussion of ostinato here is simply to point out, 
with examples its continuing importance in Stravinsky's 
1 Chavez, Carlos Musical Thou~ht, Cambridge, 
Harvard University Press, 19oO, p o-76. 
Mass., 
2 StrR.Vt'l'lsky, I. and Craft, R. Conversations 
Igor Stravinsky, N.Y., Doubleday, 1959, p26. 
with 
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musical vocabulary. 
Since all the music used in this study contains 
examples of ostinato, we shall show only one or two 
prominent occurrences in each of the six basic 
series. 
The first dodecaphpnic section in Canticum Sacrum 
contains ostinato on a small scale in the flute 
part. 
Just a few measures later the tenor ~olo sings 
Toward the end of the next movement the chorus sings 
a passage quoted in part in example @4]." The entire 
passage follows. 
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This passage is important not only because it is used 
tl'ri ce, but also because it is mimicked in the next 
movement first by baritone solo, then by the unison 
chorus. The reference to the above example is 
obvious. This passage has already been quoted in 
---example~. The pattern exhibited in that illustra-
tion is continued for the next eight measures. 
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The reference to the beginning of example~lis un-
mistakable with the vacill~t1ng half-otep repeated . 
over and over again. In this area of the score, the 
ostinato figure, then, is the reiteration of the half-
step and sometimes the whole step. The device is used 
again at the end of this movement against another 
ostinato figure, a low D p1zz1cato 1n the strings 
sounded twenty-two times. The most striking ostinato 
figure in the first dodecaphonic movement in Agon is 
not derived from the serial pattern. It is the thirty-
one bar violin solo playing sixths • 
....__..,. 
8t>*:F¥fMtWJn;i3 .. f II 
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But nevertheless, it is one of the most predominant 
features of the entire First Pas-de-Trois, occurring 
fi~st in the Saraband, and again in the Coda. There 
are many ostinato figures throughout each dance of 
the ballet. An harmonic ostinato is heard in the 
refrain of the Pas-de~Deux. The chord is derived 
from a permutation of the .Principal four-note serial 
motif. 
\ 1 o{] 
/. 
I 
l·, 
v • 
\ 
It is heard twenty-two times in the space of thirteen 
measures. Another prominent ostinato is a structural 
entity of 1 Bransle Gay 1. The distri b.ution of the 
serial pattern is illustrated in example l2~. It is 
heard eight times at the beginning of the movement, 
and three times at the end. 
The most colossal example of the use of ostinato 
1 in Threni was discussed at length by Carlos Chavez. 
1 
Chavez, C • .212 ..Q11, p?J-7.?. 
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All other illustrations of the device "V/Ould look 
trivial by comparison. However, there are many 
other examples of it appearing throughout the score. 
\'le shall simply point out one or two. In example 
BJi~l above, an oscillating major third and perfect 
fifth may be seen in tne chorus parts as approach-
ing the status of ostinato. The pe.rtial rows which 
follow the Hebrew letters E&!h and Lamed seen in ex-
amples J77T and tzhl e.re each heard three times, are each 
derived from the first four notes of the series, and 
are each sung by a solo voice. Taken together all six 
would constitute an ostinato pattern covering twenty-
six measures. Each one uses the first note only once, 
then repeats the second note up to ten times before 
continuing on to the next two notes. So we see the 
ostinato concept appearing on two levels simultaneously. 
All eighteen measures of the incipit may be seen to be 
an ostinato of repeated sevenths, or the~r double in-
version, ninths. 
The following piano reduction shows portions or 
the incipit where the melodic interval of sevenths and 
ninths is most prominent. 
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The traditional definition of ostinato perhaps might 
not cover all of the illustrations above. They have 
been included to show that the idea of melodic ostinato 
is still prevalent in Stravinsky's music. 
( 
....-; J ·" 
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SUMMARY 
Looking back on the great mass ot detail 
just presented, it is possible to sift out a few items 
which might be called •common practice' tor Stravinsky's 
twelve-note writing in the 1950's. Probably the most 
striking item is the predominance of horizontal rows 
used con~rapuntally rather than vertical ones used har-
monically. Stravinsky himself says, "The rules and re-
strictions ot serial writing differ little from the 
rigidity of the great contrapuntal schools of old. 111 
Certainly his use of the series is overwhelmingly 
contrapuntal; less than five percent of the total num-
ber of rows are used vertically, and none is complete. 
In Stravinsky's careful avoidance ot vertical rows we 
recognize a characterictic which, in the evolution ot the 
twelve-note system, has turned out to be one of its 
weakest points. It is the denial of harmony as an ele-
ment ot formal construction. Since the incidental chords 
created by the simultaneous sounding of several rows 
have neither function in, nor obligation to the work as a 
1 
Stravinsky, Igor & Craft, Robert ~ £11, p22. 
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who.le, harmony is no longer an element of musical con-
struction to be controlled by the composer. The constant 
presence of all the notes Of the chromatic scale, sup-
posedly with equal importance, vitiat~s the whole concept 
of harmony, and with it harmonic rhythm, and the most 
important means of building large forms. Stravinsky 
has avoided this area of harmonic neutrality in two 
separate.and distinct ways. First, he has not summarized 
the chromatic scale simultaneously by using the entire 
twelve-note series vertically. To be sure there are a few 
places where the entire chromatic scale is covered quick-
ly, such as the cho~ds ~t the beginning of •surge, aquilo' 
in Canticum Sacrum, (Ex.~}. Nowhere does a complete 
series sound together. The second method Stravinsky 
uses to avoid harmonic neutrality is to sift certain notes 
out of the chromatic texture and sustain them. In this 
manner these notes emerge almost as reference points against 
which to hear all other notes of the series. Occasionally 
several notes will be sustained so that a complete chord 
dominates the texture for a relatively long period of time. 
These two techniques taken together prevent Stravinsky's 
twelve-tone music from becoming •atonal'. Thus, Stravinsky 
has demonstrated how tonal, or more precisely, tonical 
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factors may still be used as an element of architectural 
construction while at the same time exploiting the serial-
element implicit in the dodecaphonic system. 
Another thing which emerges from the detail examined 
here is Stravinsky's preference on the question of what we 
have called 1migrating 1 tone rows. These preferences are 
indulged with striking consistency; the ~eries assigned 
to be sung almost never change or exchange voices, while 
those assigned to instruments of the orchestra almost 
never remain in only one instrument. There are only two 
exceptions to this, both of them illustrated in the section 
called •Multiple migrations•, both of them used for special 
effect. 
There is one more feature of Stravinsky's twelve-
tone writing which is found in about seventy-five per oent 
of the music used in this study. It is his use of untrans-
posed rows. On the question of transposition, the fourth 
and fifth seem to predominate everywhere excepting in 
certain sections of Threni where the RI-6 is important 
as a structural device, and as a transposition~ich, 
when mixed with untransposed forms, yields triadic references. 
Now at last a composite picture of Stravinsky's use 
of tone rows begins to emerge. He is seen combining a 
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series with its inversion, both forms beginning together on 
the same note. And we see in most cases these rows being 
followed by their retrogrades. This is Stravinsky's main 
•classical• twelve-tone technique. Tbe other devices such 
as permutation, use of partial rows or rows with extra, 
missing, or substituted notes are not used with any regu-
larity, pattern or 1ngenuity. Of course,, the once prominent 
pointilllsm is avoided at all costs. 
What is new to the system is Stravinsky's reinstate-
ment of the octave as an interval and as a sonority of 
importance, and with it the fifth as the most important 
subdivision thereof. This stands in contrast to the avoidance 
of octave doubling, and the pre-eminence or the tritone, 
both of which were well established by Schoenberg and his 
pupils. 
Of equal theoretical importance with the above 
mentioned •new• techniques used by Stravinsky, stands has 
unique diatonic-serial-tonal approach to building a basic 
series. All six of the basic series examined in this 
study show tonal characteristics--that is, characteristics 
which point to a dominant-tonic relationship. They all 
contain diatonic motifs which are indigenous to one specific 
major-minor scale. They also contain serial modules which 
may be factored out, and which bear reciprocal relationships 
to each other as they appear in the basic series. 
The characteristic which is probably most aural, most 
apparent to a listener is Stravinsky's continued use of 
small melodic ostinato patterns. These are not used to the 
extent they were in such works as ~ Sacra because the more 
recent, serial musio is more concentrated and distilled 
than ear~ier music, and as a result, covers a much shorter 
time span. This is also why the ostinato motifs are not 
piled upon one another and accumulated into such gigantic 
pillars or sound as they were previously. It is these 
small ostinato patterns rotating as they do in their 
kaleidoscopic manner against sustained notes filtered out 
of the chromatic texture that make Stravinsky's serial 
music, including his twelve-tone music discussed here, 
sound unmistakably like Stravinsky's music. 
The statements in this summary are intended to 
summarize the facts brought to light in this study, and 
do not necessarily apply to music written sinoe Threni 
(1958). 
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